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and what isn't intersected. His struggles in the fields of music theory and music composition limn its very terrain. In the case of his theoretical writings, we know from Thomas Christensen's research that Rameau's ideas developed in remarkable ways throughout his career and that he adapted them in response not only to criticism, but to shifting intellectual fashions. We know, too, that something similar occurred with respect to his operas: he not only rewrote his most important pieces, but altered their meaning and musical ontology, occasionally in ways contradicting those same theories.6 This, in turn, holds out the possibility that both aspects of Rameau's oeuvre-his theories and his operas-might each comment on the other, might even underscore the values, hierarchies, and compromises organizing his thought. They can uncover the dialectical process of knowing as it was practiced. Precisely because shifting critical and creative values were active in both fields, we may understand them better by noting where and how theory and music, along with the epistemological valorizations that bound them, intersected.
In what follows, I propose to collapse together these various manifestations of monstrosity-the dialectical aspect of instrumental reason, Rameau's complicated reputation, and its basis in his musical and theoretical practices-to give a clearer view of the composer's developing epistemology. First, I will survey Rameau's place as individual theorist within contemporary conceptions of knowledge, using the image of the monster to underscore those aspects of his thought deemed problematic by critics. I will argue that perceived difficulties in reading Rameau's theories and relating them to musical practice arose, at least in part, from the ways in which he structured them. Second, I will illustrate how these same issues may have played out practically, tracing the values informing Rameau's creative decisions by observing how he figured musically the monsters of Hippolyte et Aricie, what these figures said about theoretical ideas he was concurrently developing, and how public opinion caused him to reconsider some of those cherished notions. Here we will encounter Rameau's remarkable early use of the chromatic modulation to illustrate irrational, monstrous forces. Third, I will employ this latter musical example historically to trace Rameau's changing theories of the chromatic genus itself, first as an irrational harmonic progression and then, later, as an altogether natural, fully rationalized one. In this way, we can gather some idea of Rameau's intellectual and creative formation in the 1730s and, more generally, how public opinion was mobilized by the irrational threat of his music; we can also gain some sense of music's own unstable role in public debates over the nature of knowledge. Finally, I will conclude by suggesting that Rameau's failure to articulate convincingly a stable systemic logic for his theories-one that could be expressed in simple terms and discussed-confirmed the widespread belief that music existed over and against logical thought, epitomizing irrational and pleasurable pursuits.
Reason and Monstrosity
We can begin untangling these strands by tracing the connections between Rameau's music-theoretical ideas and more general epistemological concerns over monstrosity. In its very properties as a system, any given version of Rameau's theories holds for modern readers an experience similar to what contemporary ones may have encountered. His goals are not always clear. To some extent this experience resulted from Rameau's difficulties in expressing ideas, and commentators frequently observed that his ideas outpaced his ability to convey them. Jean le Rond d'Alembert noted as much in his explanation of Rameau's theories, the Elemens de musique theorique etpratique, suivant les principes de M. Rameau (1752), although he tactfully remarked that he had written his treatise for those who were curious but knew little of music.7 Later, when defending Rousseau from Rameau's anonymous accusations in the Erreurs sur la musique dans I'Encyclopedie (1755), the editor of the Encyclopedie again hinted at the problem: "M. Rousseau ... joins to his great knowledge of and taste for music the talent of thinking and expressing himself clearly, as musicians have not always done."8 The point is one with which any reader of Rameau can sympathize; nevertheless, problems with his theories go beyond matters of clarity.
[Jean le Rond d'Alembert], Elemens de musique theorique etpratique, suivant lesprincipes
By attempting to account fully for the theoretical ramifications of his ideas, Rameau's thoughts ranged far afield. From recollections of ideas broached in his first treatise, the Traite de l'harmonie (1722), to the introduction of newer propositions, from definitions of key notions to elaborate descriptions of their origins, from rules for part-writing to abstruse mathematical justifications, Rameau felt compelled to rationalize not only musical phenomena per se, but also the small, seemingly trivial details resulting from his ideas. Otherwise he would have failed in his attempt to account for music in its plenitude. This led him into complicated maneuvers.9 An understanding of the problems underlying the organization of Rameau's theoretical works will therefore take us a long way toward understanding the relative importance of his individual theoretical ideas.
In the sense that he struggled with, and thus focused on, systemic organization, Rameau behaved in a manner consistent with contemporary thought. This same impulse remained strong years later, when the philosophes undertook the composition of the Encyclopedie. Perhaps the best example of what I have in mind is located at the end of that work, in the Recueil de planches, sur les sciences, les arts liberaux, et les arts mechaniques. There one encounters a need for thoroughness and level of detail that, mutatis mutandis, matches Rameau's. Approximately three thousand engraved plates record in detail the inner workings of industrial machinery as well as minute variations in the style and composition of material goods: implements, gadgetry, and kinds of shoes march past the reader in vertiginous array.10 For the editors of the Encyclopedie, however, it was not enough to record these details. As d'Alembert showed in his Discours preliminaire, the factual data of daily experience required systematic organization as well. D'Alembert assumed as his task for the Encyclopedie not simply the alphabetical arrangement of entries, but through this process the ordering of knowledge itself into a recognizable and iterable form:
If one reflects somewhat upon the connection that discoveries have with one another, it is readily apparent that the sciences and the arts are mutually sup-9. Take, for example, his notion of double emploi as it is commonly understood. Rameau's doubling of a single collection of pitches into two closely related harmonic identities resulted not only from the need to conceptualize a subdominant function per se, but also from the necessity of working within definitions previously posited in the Traiti de l'harmonie. If, as stated there, the tonic constitutes the only fully consonant harmony, then by necessity one must find a conceptual means of adding dissonances to harmonies built on the fourth scale degree, which elaborate the subdominant function. As a result, Rameau conflated the second-inversion supertonic harmony with the subdominant triad with added sixth. Audibly, they form a single entity, but they can also be viewed from two different root positions. On the famous example of the double emploi in 10. These were presented as volumes 18 through 28 (and suite) of the Encyclopedie. porting, and that consequently there is a chain that binds them together. But, if it is often difficult to reduce each particular science or art to a small number of rules or general notions, it is no less difficult to encompass the infinitely varied branches of human knowledge in a truly unified system. The first step which lies before us in our endeavor is to examine, if we may be permitted to use this term, the genealogy and the filiation of the parts of our knowledge, the causes that brought the various branches of our knowledge into being, and the characteristics that distinguish them.1l
To ensure the clarity of what he was providing, d'Alembert included a diagram of this genealogy, a "systeme figure des connoissances humaines" based on the outline of knowledge presented in Francis Bacon's Of the Proficience and Advancement of Learning Divine and Humane (1605). His concern with the systematic aspect of knowledge notably echoes the beginning of Condillac's Traite dessystemes:
A system is nothing more than the disposition of the different parts of an art or science in an order where they sustain each other mutually and where the latter [parts] are explained by the first. Those [parts] that give account of the others are called principles, and the system is all the more perfect when the principles are fewest in number: it is even desirable that they reduce to a single principle.12
The treelike or genealogical conception of knowledge was significant. As Robert Darnton has noted, this fascination with la mappemonde ("the map of the world"), the project of mapping out the very boundaries of knowledge itself, was at the core of undertakings by the philosophes, allowing them to cast themselves as the natural inheritors of reason and logic.l3 The same task, albeit on a more modest scale, awaited Rameau with each new treatise.
The structure of meaning served as the guarantee against the absence of meaning, and because Rameau aspired to be known as a philosopher as well as a composer of music, his writings necessarily addressed this issue. the Generation harmonique: "To find a method for guiding the imagination is already a great deal, but to find one on which imagined things are necessarily established-and by which the source of all these things renders itself point by point in the order they are dictated-I believe this is the great knot."'4 The challenge posed by nonmeaning and ignorance can be perceived in Rameau's longstanding and ongoing need to structure music qua meaningful, natural entity. Indeed, part of the difficulty one encounters in comprehending Rameau's writings lies in his desire for and inability to achieve systematization, to establish clear and orderly relationships between any given theoretical item and the complex of issues within which it is embedded. His system of musical understanding relied both on the soundness of its multiply related, individual parts and on their ability to fit together into a rational whole. Yet this aspect of Rameau's thought is the most difficult to apprehend and was also the one dismissed by the philosophes. Rousseau These problems were set in motion from the opening pages of the Traite de l'harmonie. There Rameau offered a Cartesian rejection of experience that cannot be verbalized as the very opposite of philosophical enterprise, effectively warning composers, performers, and audience members that their experiences of music were heretofore lacking in substance:
However much progress music may have made until our time, it appears that the more sensitive the ear has become to the marvelous effects of this art, the less inquisitive the mind has been about its true principles. One might say that reason has lost its rights, while experience has acquired a certain authority....
Even if experience can enlighten us concerning the different properties of music, it alone cannot lead us to discover the principle behind these properties with the precision appropriate to reason. Conclusions drawn from experience are often false, or at least leave us with doubts that only reason can dispel.16
Reason, and more specifically its embodiment in the fundamental bass, singlehandedly provided a purpose and obligation for understanding music that listening alone could not. They served in the Traite as what Tacanians call a "unary trait," a master signifier that holds together a broad collection of related but unstable signifiers; ideas like fundamental bass tied together Rameau's various observations and the empirical details of musical experience, organizing it into a tree or genealogy of what was known about music.'7 Despite Rameau's efforts, however, the pall cast by unreason extended even to his "introduction" to the Traite, the Nouveau systeme, which appeared four years later. (Indeed, one might argue that the need to compose an introduction to the earlier treatise, a preliminary discourse after the fact, captures some of the author's struggle at formulating the overarching system within which his ideas could be contained.) In the preface to the later work, Rameau This admission, a response to criticism of the Traite, opened a chink in Rameau's project: he had previously argued for the rationalization of an experience considered to be purely sensory. By the 1730s, other unary signifiers -notably the corps sonore in the Generation harmonique (1737) and later writings-bolstered or displaced the fundamental bass, even as other details of Rameau's theoretical project remained unchanged. As Christensen has shown, in recasting his theories Rameau was sensitive to developing philosophical fashions, especially midcentury empirical thought, and ultimately he became convinced that music provided a "unified field theory" for all the arts. Significant features of Rameau's musical practice, as theorized in subsequent treatises, shifted in response to these developments. The justifications for adding dissonances to harmonies or, as we will see, implementing both chromatic and enharmonic progressions and modulations, often changed with each new treatise. Rameau's theories thus offered the reader a particular kind of experience. They presented neither true introductions to nor overviews of his work-this task was reserved for d'Alembert's Elemens, which stripped them of their philosophical trappings-but rather attempts at abstraction, adumbrations of the philosophical tone their author so obviously desired. Each treatise offered a new genealogical ordering of music, which had to be mastered in order for Rameau's system to make sense.
From the late 1720s on, then, Rameau became concerned with reconciling music's rational and empirical features. In typically convoluted fashion, he reminded readers that his theories described an existing musical practice, the very sensory experiences he had questioned at the beginning of the Traite, rather than justifying more radical forms of musical expression. For example, in the Nouveau systeme he devoted a chapter to reassuring readers that a com- By the appearance of his aptly named Observations sur notre instinct pour la musique (1754), Rameau was devoting considerable labor to the sensory validation of musical phenomena.20 There was, however, more to this move than meets the reader's eye or ear: when Rameau stepped outside his written theory to justify it through aural experience, he implicitly admitted the necessity, within his system, of a means of comprehension beyond rational order. As we will see, he invoked, as a justification for his system of thought, the very mode of experience for which his system of thought compensated. The rational order for which Rameau strove tipped precariously. The problem was further exacerbated by what audiences heard at performances of his operas. Encountering a more intense, sophisticated music than they were used to hearing, they could only imagine Rameau's theories as a justification for his musically radical voice, not as a description of natural phenomena.
It is here, at the juncture between meaning and certain forms ofnonmeaning -at the juncture between the broaching of systematic thought and the moment of its potential failure, when it collapsed into mutually conflicting systems-that monsters lurked in eighteenth-century thought, much as they did on those maps of ages past where sea serpents marked the boundaries of The monster was the image of something that failed to conform to rational order. As Aristotle had explained in his Generation ofAnimals: Some [offspring] take after none of their kindred, although they take after some human being at any rate; others do not take after a human being at all in their appearance, but have gone so far that they resemble a monstrosity, and, for the matter of that, anyone who does not take after his parents is really in a way a monstrosity, since in these cases Nature has in a way strayed from the generic type. culture-as they did openly in opera-but often they were relegated to unofficial locations: the fair theaters and the illegal book trade, to name two familiar examples. Pleasure was a constant reminder that reason could not stand alone.27
Simultaneously the source of fascination and revulsion, the monster represented the point at which French culture had failed to symbolize its interests adequately. The seventeenth-and eighteenth-century monster thus offers us a version of the Lacanian Thing. Lacan employed this idea to characterize the "beyond of the signified"-an experience located beyond systematic thought as secured by the unary trait. The Thing is the unidentified and unidentifiable experience that begs one's attention, the tempting, liminal point that marks the boundary for proper behavior; it is unknowable, discomfiting, and irresistible, a specter that haunts the symbolic ordering of language, society, and culture.28 In just this way, debates over whether opera was an acceptable pleasure or a matter for social reform had begun in France in 1673 with the appearance of Lully's first tragedie en musique, Cadmus et Hermione, and by Rameau's time they represented familiar themes in critical writings. As I have argued elsewhere, Rameau's operas were considered monstrous not least because they overturned the traditional balance between poetry and music, and hence between edification and entertainment.
It was precisely at this same juncture that circumstances worked against Rameau as a theorist, for eighteenth-century French culture was not one that easily sanctioned music as an intellectual field. Rather, it was a culture that privileged literature, and, strange though it may sound to modern observers, it conceived its operatic interests in literary terms.29 To this extent, opera was caught up within the legalistic system of rules and acceptable behaviors repre- sented by figures like Boileau.30 Saint-Evremond, for example, found the music of opera repugnant precisely because it distracted from the poetry: "The intellect, being incapable of conceiving a hero who sings, seizes instead on the one who made the song, and that Lully is a hundred more times likely to be thought of than Thesee or Cadmus would be denied only at the [opera theater of the] Palais royal."31 Later commentators may have argued in favor of opera, but they willingly acknowledged that continuous song was problematic, if not preposterous. Thus Gabriel Bonnot de Mably would argue in 1741 that the mythical nymphs, gods, and creatures populating opera justified music's presence: "These chimerical beings, of whom the spectator has no precise idea, all allow the composer the liberty of giving them a more musical language."32 This attribute of opera-its inability to account fully for its musical component-earned it the epithet "monstrous." The poet Pierre de Villiers referred to opera as "a monstrous jumble" and complained of its "monstrous heroes."33 For some audience members, music was the monster, and no amount of reasoning could rehabilitate it.
By longstanding tradition, then, the French were not interested in hearing about rules and reason as applied to music, and long before Rameau or his theories became known, they greeted with the epithet geometre those writers and composers who attempted to discuss such matters. For example, a 1713 comparison of French music with Italian, published in the Mercure de France, made the case that knowledge of the kind Rameau would later espouse did not solve the problem of music's relevance. Music could be understood only through its proximity to language:
The rules of harmony do not show how to make a beautiful song, of which it is the soul; how to imagine a form, to render the expression of the words well; to know where to place cadences to complete the sense, as periods and commas do in discourse; to change the mode when the words change in character and sentiment: a good mathematician fully possesses the rules of composition and is a very bad composer.34 readers, the musical knowledge he offered was irrelevant, unthinkable, and unchartable with respect to their own musical experiences and to the social order they imagined in relation to opera.
Rameau thus found himself in an awkward position when he began work on his first opera. He was known principally as an intellectual, yet he worked in a field where reason was not generally recognized. Further, he was entering an area of composition where the public placed little value on intellectual knowledge per se, assuming it could discern musical value instead through an inchoate and nonspecific sense of taste. Finally, in Hippolyte and Aricie's story he was taking on a plot rife with monsters, both literal and figurative. It was a setting in which no single aspect of his theoretical and compositional craft could remain unquestioned, either by the composer himself or by the public.
The Monsters in Hippolyte etAricie
The collaboration between Rameau and Pellegrin on Hippolyte et Aricie was unusual, and it is difficult to know how audiences regarded it. On the one hand, Pellegrin had enjoyed recent success with his livret for ephte (1732) (As we will see, the setting involving the modulations was never performed publicly.) And, finally, there is the creature Hippolyte must battle, to which we will return shortly.
Textual references to monsters in the opera are more easily overlooked, for only eight are explicit. Nevertheless, this has more to do with the necessary compression of text and plot in livrets than with Pellegrin's indifference to Racine's motif; as sources from the period frequently pointed out, when it was a question of musical performance one simply could not use a text as long or complex as that of spoken tragedy.45 Despite their relative scarcity, Pellegrin's references to monstrosity articulate dramatically the concerns of the four principal characters in the manner described by Barthes: Aricie must choose between Hippolyte and religious service, Thesee must demonstrate his leadership by choosing whom to believe, Phedre must confront incestuous desire, and Hippolyte must emulate his father's bravery without adopting his flawed character. We may therefore separate out appearances of the trope in Pellegrin's text by character.
Its first appearance belongs to Aricie, though she herself does not utter it. During the first act of Pellegrin's livret, she has confronted her commitment to become a priestess of Diane and revealed her love to Hippolyte. When the moment comes for her to pledge herself to the goddess, requiring her to renounce love, she balks. (Diane's priestesses offer little aid, arguing first that one shouldn't be forced to serve the goddess, but that neither should one challenge her.) When Phedre expresses outrage at Aricie's hesitation, threatening to destroy Diane's altar and temple, the goddess herself appears and remonstrates the queen. At this point, in scene 6, Diane then turns to Aricie: This monster may well carry a pointed reference to Phedre, a momentary ventriloquism in which Diane again warns Phedre through Aricie, but it also demonstrates the goddess's benevolence. Given the importance of the scene within the story as a whole, one might expect Rameau, who was so firmly convinced of music's expressive power, to highlight the text in some manner, but instead he italicizes the word monstres with a simple cadential suspension, the conventional dissonance (in an accompanimental inner voice) highlighting the word in a one-to-one correlation that suggestsgalanterie rather than danger (see Ex. 1).47
This interpretation makes Diane's blending of strength, wisdom, and kindness a foil for Th6see's violent temper. The majority of references to monsters, a total of four, belong to the king, no surprise given that the second act revolves around his sojourn in the underworld: Dieux! n'est-ce pas assez des maux que j'ay soufferts? J'ay vui Pyrithous dechire par Cerbere; J'ay vu ce monstre affreux trancher des jours si chers, Sans daigner dans mon sang assouvir sa colere.
(Gods! Have I not suffered enough evil? I have seen Pirithous torn to pieces by Cerbere; I have seen this frightful monster cut short [Pirithoiis's] precious days without deigning to satisfy his rage with my blood.)48
Thesee's speeches allude to several Racinian themes. In his dialogue with Pluton in act 2, scene 2, he mentions the monsters he has slain in his adventures, and in act 3, scene 8, he states that "dans un Fils si coupable, Je ne vois qu'un Monstre effroyable" ("in so guilty a son, I see only a frightful monster").49 Pellegrin takes texts from Racine's Hippolyte and then his Phedre, giving them both to Thesee, so that Thesee now dwells on monstrosity more than the other characters. In this way Pellegrin separates the king from the others, perhaps in preparation for his reversal in act 5, scene 1 of the opera, when he offers to return to the underworld: "D'un Monstre tel que moi delivrons la nature" ("Let us deliver the world from a monster such as I").50 Rameau's setting indicates that he had turned his attention to the monster trope; Thesee's statements referring to it employ expansive, plunging melodic contours of the kind shown in Example 2. 
(What noise! What winds! What a mountainous wave! What a monster [this wave] bears before us! Diane, hurry! Fly [to us] from the height of heaven.)53
We could find no example that more aptly illustrates how poets worked to streamline their livrets for the sake of operatic convention. Theramene's terrified speech is stripped of rhetorical artifice and reduced to a combination of action, emotion, and visual shock. But by shifting the center of gravity away from the rational world of language and toward the merveilleux, Pellegrin also underscores the irrational nature of monstrosity. Unlike spoken tragedy, where shocking events were narrated from a safe distance, in opera they provided a pretext for much-anticipated special effects, both musical and mechanical. Indeed, as Mably noted in the passage cited earlier, the incredible events depicted in opera justified music's irrational presence.
The nature of the dramatic moment led Rameau-this time-to a striking musical effect. As we see in Example 3, he sets the chorus's exclamations against a flurry of orchestral activity, suggesting the noise, wind, and mountainous wave mentioned in the text, though in this respect the musical setting is a conventional operatic depiction of a tempete. The extraordinary event occurs when the waves vomit forth their contents, a stage monster accompanied by an equally monstrous musical progression modulating from the tonal region of El major to Ab major. As we see in measure 4, at the words "Quel Monstre elle enfante a nos yeux" ("What monster does [this mountainous wave] give birth to before our eyes?"), both chorus and orchestra lurch in fear, yanking the music chromatically from its Bb-major harmony (serving as the dominant of El major) up to a harmony on Db major, a wholly audible gesture that would still surprise audiences when Beethoven used it at the beginning of the next century. This music is disruptive in a way the previously cited examples are not, and the composer employs it to signify the unnatural force that brings about the story's calamity. Through this musical effect, Rameau's monster becomes a unary figure in a way it never could have been for Racine. Music per se, through the same irrational intrusiveness audiences found disquieting, sutures together text, action, and visual impact to create the defining moment in the story, an act of overdetermination that necessarily refines the shifting meanings accrued in the course of the opera. As Phedre and Thesee have, in Pellegrin's telling, projected their guilts and anxieties onto Hippolyte, leaving him no room to speak or explain, so too they have left to him this single, suicidal act of battling a monster, which wins him the qualities denied.
Yet even with this assertion of music's power to convey information, an assertion of musical authority that was new and potentially threatening to its audiences, Rameau had not completed his symbolic task. In the very next 
Rameau's Chromaticism in Practice
My initial point-that Rameau produced and practiced forms of musical knowledge-appears a small one. But Rameau's publications, correspondence, and polemics, notably with the Encyclopedists, point to an almost painful concern that his music-theoretical efforts went unappreciated, along with a commensurate desire for acknowledgment. However successful his operas were with respect to numbers of performances-and they were successful by this measure, despite or because of controversy-he regarded himself foremost as a thinker. It stands to reason that such an individual would experience the familiar drive to put theory into practice, and in a field like music he possessed a laboratory unavailable to those plotting the course of human, social, and cultural interactions. He could inscribe his ideas in musical notes, have them performed, and observe the results. At the same time, however, this narrative by itself fails to account for Rameau's precarious position within the business of Enlightenment, his uncomfortable proximity within that discourse to the irrational and unsound by virtue of working with music. In his attempt to territorialize this space, to reveal music as possessing system and logic, the composer teetered at the very edge of reason as his audiences understood it. The results were not and never could have been what he hoped. As we have seen, this meant that while the individual portions of his theory made sense, he nevertheless moved restlessly through fashionable epistemologies, searching for something that would ultimately unite his observations into a coherent whole. It also meant that, even though his operas were profitable, audiences still did not necessarily respond to them in the ways he intended. The trope of the monster, especially as it played out in act 4 of Hippolyte, allows us to apprehend Rameau's thought, his music, and his relationship with audiences at the precise points where each is most permeable, succumbing to the inevitable intrusion of the other two.
In one respect, at least, Rameau realized what was necessary for his theories to succeed: they would be most effective when translated into language. This required more than jotting down his ideas into texts. Rather, it involved showing that music operated on the listener in a manner analogous to language. Already in the Nouveau systeme de musique theorique (1726) he had asserted for music a grammar and syntax: "Just as a discourse is ordinarily composed of several phrases, so too a piece of music is ordinarily composed of several modulations, which can be regarded as so many phrases harmoniques" (emphasis in original).56 Later, in his Observations sur notre instinct pour la musique (1754), he made this analogy with language an explicit feature of his thought: "Harmony is sounded ... before melody, which is the product of [harmony], in order that it inspires in the singer the sentiment with which he ought to be affected independently of the words, a sentiment that will strike all unbiased [listeners] who willingly entrust themselves to the pure effects of nature" (emphasis added).57 In remarks such as these, Rameau revealed his confidence in the Enlightenment task of bringing obscure matters to light through knowledge. He was at one with a project of not simply observing the irrational, but describing it-divesting it of its strangeness-that extended from Bacon through the Discourspreliminaire.58 Music, he argued, resembled language in its ability to signify or at least convey some form of meaning. For this same reason, he could describe in prosaic terms how chromatic progressions, such as those shown in Examples 3 and 4, operated as signifiers:
Perhaps one hasn't yet thought much about [chromatic progressions], and yet one recognizes them every day in this sense: when the sharp or natural is cited as a sign of force or joy, it is similar to the voice elevated in anger, etc.; and when the flat is cited as a sign of softness, feebleness, etc., the voice is lowered in the same way. Everyone already notices something of these differences, however little experience they have with music, when the major mode and minor mode succeed one another on a single tonic.59 From a practical point of view, the position that music could engage as a semiotic relay with language was difficult for the composer to maintain, not least because the public claimed otherwise. Audiences were more than willing to agree that music dominated text in Rameau's operas, but this was not the same as receiving his message that music was rationally grounded or naturally expressive. (It is telling, in this context , that the abbe Pluche's above-cited remarks on critical judgment asserted autonomy for neither music nor composer, but for the audience member.) More to the point were the remarks of Jean-Baptiste Dubos, who reflected a common assumption when he claimed that music divested of words, drama, and situation meant nothing:
These symphonies [i.e., large-scale works of purely instrumental music] that seem to us so beautiful when they are employed to imitate certain sounds would appear insipid to us-they would appear downright bad to us-if employed to imitate other sounds. The symphony from the opera Isse ... would seem ridiculous if it were placed in the tomb scene of Amadis. These pieces of music, which move us so sensibly when they form part of a dramatic action, give rather mediocre pleasure when heard as sonatas or detached symphonies by someone who has never heard them at the Opera and consequently cannot judge them without knowing their greatest merit, that is, the connection they have with the action, where they play a role, so to speak.60 For these reasons, Rameau's monstrous chromatic progression sent shudders through his theoretical system, just as Pellegrin's stage monster terrified and delighted audiences. On the one hand, the progression's musical and dramatic effect derived from its strangeness and unfamiliarity as a harmonic and tonal progression; on the other, a theoretical system would need to account fully for such progressions. How was the composer-theorist to argue that such a progression was sensible as music, that it possessed significance because of its place within a larger theoretical system? The disjuncture between Rameau and his audiences turned on music's ability to signify, and the monstrous chromatic progression of act 4 may be, and undoubtedly was, read in different ways. We could easily take it as a simple denotative gesture, painting the word monstre the same way this repertory painted flowing tears or a bird's flight with melismatic runs. As we can see from Dubos's comments, audiences regarded music per se as acceptable only when it labeled something that was first apprehensible in visual or linguistic terms. For this reason alone, the use of a chromatic modulation to designate a monster would have been uncontroversial, except as a surprise or perhaps for the violence of its utterance. Rameau, however, posed a more radical possibility. By asserting for music systematic properties locatable in nature, he argued as well that music itself bore some form of discursive meaning. This implied that music's signified was located as text or plot not only over and against the musical signifier-on the other side of Saussure's famed piece of paper-but also as a signifier relating to other musical signifiers-on the same side of the paper. It is thus difficult to delimit Hippolyte's musical monster as a denotative gesture, because the music participates in the dramatic moment as an independent text. If we were to maintain for music the metaphor of painting, we would have to do so in the rather different sense employed by Rameau is what must be felt. If one of these analogies called peintures must be found in it, the following will suffice: this chorus inspires a feeling of exaltation, a kind of ecstacy which accords with those who worship the sun. The music needed to paint nothing more.62
Presumably, one aspect of Rameau's instruction emphasized the discursive situations motivating scenes rather than the representation of isolated words and phrases, and this, surely, is what Rameau had in mind in act 4 of Hippolyte. Nevertheless, this was a loud and striking musical event, one sure to attract an audience's attention, and here Rameau ran a risk. Moving music from its accepted role as ground to that of rhetorical figure called attention not to poetry or drama, but to music. Audiences were not capable of engaging the semiotic relay on which Rameau's musical effect depended, or, if they were, they were not necessarily prepared to accept it as a viable means of listening. To borrow again from Lacanian terminology, Rameau's opera addressed audiences not only through the Symbolic order (the region of codified knowledge and cultural practices) and the Real (the region of the unnamed and unsymbolized), but also through the Imaginary (that point at which the subject makes sense of the world). It asked audiences to reinvent their methods of listening and thus, in the process, themselves as audience members. As we will see, Rameau was uncomfortable with his ordering of the chromatic progression-his own Imaginary-and remained unable to determine whether it inhabited the Symbolic order or the Real.
Rameau's Chromaticism in Theory
To understand how Rameau's chromatic progressions operated and how they fit into his larger intellectual schemes, we must review his theoretical writings. In present-day music theory, a chromatic progression is often conceived unproblematically as a melodic inflection, one raising or lowering by half step an existing note within a melodic line. In the years following Hippolyte etAricie, however, Rameau required a more subtle explanation.63 Because his principal ideas comprehended music through an abstract succession of so-called rootposition harmonies-its fundamental bass-even a chromatically inflected melodic line required consideration of the fundamental bass within a given harmonic progression. In the Generation harmonique (1737) 63. For important discussions of Rameau's theorization of the chromatic and enharmonic genera, see E. Cynthia Verba, "The Development of Rameau's Thoughts on Modulation and theorized that while ordinary diatonic progressions followed a geometrically derived progression of perfect fifths, in the chromatic "genus" (genre) the fundamental bass proceeded by a geometric progression in thirds:
Take a pitch fundamental to the third of another [pitch], either major or minor, above or below, and suppose there always the acute harmony drawn from the harmonic proportion, where the major third alone is direct, as ought naturally to be (since to have a direct minor third it would be necessary to add art to nature). You will always find between their harmonic sounds a new semitone unknown up to this point.64
Leaving aside Rameau's elaborate and largely circumstantial justification for this procedure-the kind of justification d'Alembert rejected-his point was simple, and he had already put it into practice. To return to Example 3, the Bb-major harmony on the final two syllables of"humide" gives way to the Dbmajor harmony on "quel monstre"; the distance between the two roots is a minor third, allowing for the rapid melodic shift from Dt to Db in the choral parts (although the succession of Dt and Db in two different choral parts constitutes a form of the "cross relation" ordinarily prohibited in eighteenthcentury practice). Similarly, if my reading of Example 4 is correct (see n. 55), the Bb-major harmony on "un" presumably passes to a second-inversion Dmajor harmony on "monstre." Although the fundamental bass has changed, the principle remains the same; the root progression by major third creates the melodic progression from Ft to F#, a "new semitone unknown up to this point." In its musical effect, then, the chromatic progression was never simply a melodic inflection, but also a harmonically and tonally disruptive one well suited for depicting a monstrous presence.
At the same time, however, we find evidence among Rameau's ideas of complications attending this musical practice. He observed in his Demonstration du principe de I'harmonie (1750) Rameau appears to be arguing that chromatic progressions can be obtrusive under certain circumstances, distracting the listener from the situations they are meant to project; the chromatic progressions in act 4 of Hippolyte might have raised just this kind of issue for some listeners. Nevertheless, it is an odd argument, because it contradicts his case for the simplicity and naturalness of his theoretical system: he assumed his audience could perceive that such a progression would not be suitable for a goddess's benediction or even a father's curse. Moreover, he asserted that audiences had a responsibility to familiarize themselves with chromatic progressions, yet this familiarity would have reduced the surprising effects in act 4; worse, it was just the sort of intrusive demand that the public found overbearing. In effect, by arguing for music's basis in nature, Rameau had placed himself in a double bind. He assumed that audiences could simultaneously experience the necessary dramatic jolt while rationalizing and accepting its musical source as a commonplace. This was asking too much of them. While some commentators earnestly suggested that audiences grew to love Rameau's operas through repeated performances, others offered this same observation as criticism of his complicated music.66
There is evidence suggesting that Rameau's own attitude toward the chromatic progression changed as his theories evolved, both from the standpoint of explanation or justification and from that of its quality and value in practice. In its earliest form, as presented in the Traite de l'harmonie (1722), the chromatic progression was more or less synonymous with the melodic inflection we know today, occurring within standard harmonic progressions of the fundamental bass by fifths:
Chromaticism occurs in melody when a melodic line proceeds by semitones, ascending or descending. This produces a marvelous effect in harmony, because most of these semitones, not in the diatonic order themselves, constantly produce dissonances which postpone or interrupt conclusions and make it easy When chromaticism formally entered Rameau's writings with the Generation harmonique (1737), cited above, he paired it with the even more shocking enharmonic genus, a strategy he would hold to from this point on in his theoretical writings. In this context, however, Rameau's messages regarding the status of the chromatic progression were decidedly mixed; indeed, ifgenre conveyed a category linking family and species, it also carried the connotation of a fashion, taste, or even gender apart from the ordinary. While referring to chromatic progressions as a "nouveau genre d'harmonie," presumably because they derived geometrically from the third progressions noted above, he deemed them sufficiently clear not to include illustrations drawn from repertory. The enharmonic genus, by contrast, employed fully diminished seventh harmonies to create common-chord links between distantly related keys, and Rameau characterized it as an abrupt, surprising progression. A composer using it intended for it to shock, but, according to Rameau, "the moment of surprise passes like a lightning bolt, and quickly this surprise transforms into admiration at finding oneself transported from one hemisphere to the other, so to speak, without having had time to think about it."70 While at an earlier time, the chromatic progression might have characterized the decisive entrance of Pellegrin's monster, such was no longer the case. Whereas audience members could familiarize themselves with the chromatic genus, so that they could appreciate its meaning in a dramatic context, the enharmonic genus could only be experienced. Its source existed in nature, and knowledge could prepare a listener for its effect, but ultimately the surprising qualities determining its use lay outside the rational order. To drive home its strangeness, a list of examples followed: the aria "O iniqui marmi" from the Italian opera Coriolano, which Rameau used to show how much more accepting Italian audiences were than French, and two examples from Rameau's own Nouvelles suites de pieces de clavecin published in the late 1720s, "L'enharmonique" and "La triomphante."71 Significantly, he treated the examples as foreign to standard French musical practices.
Rameau's final illustration listed in the Generation harmonique was in many ways his most important; he returned to it several times in his later writings. In the second act of Hippolyte et Aricie, when These ventures into the underworld, the trio des parques, singing "Quelle soudaine horreur" ("what unexpected horror"), warns of the hell that awaits him at home. At this suitably monstrous moment, revealing a future too hideous to articulate, the composer introduced the enharmonic genus. The music begins on the dominant of G minor and sinks through the keys of F# minor, F minor, E minor, Eb minor, and finally D minor. It is a grotesque musical event, and one of which Rameau was inordinately proud, perhaps intending to depict the creatures recoiling in horror from the future they perceive, to illustrate Thesee's homeward journey into tragedy, or even to describe the uncanny process whereby predicted future becomes reality. Unfortunately, as Rameau could not help reminding readers, some singers were unwilling to learn this difficult music or to perform it to such plangent accompaniment. In the end, the composer was obliged to substitute a simpler, less offensive, and less demanding number for actual performances. The trio continued to exist as a ghost, silently haunting subsequent editions of the opera, but present only to edify the public.72 Like the unusual figure of Le Destin mentioned above, it spoke with a certain authority, in this case musical, but it did so from a point of enunciation outside the work proper, and like Le Destin, it required an explanation by its creator. Both remained monstrous. Rameau's comparison of the chromatic and enharmonic genera in the Generation harmonique leaves the reader unsure. Although this was the first time he had laid out his theory of how the chromatic genus worked, and even though he did so in conjunction with the enharmonic genus, the weight of his argument was not evenly distributed. The chromatic genus now appears as a routine and unexceptional event, meriting a scant four pages to the enharmonic genus's seven. What had served as a signifier of brute, unnatural force in act 4 of Hippolyte etArice has become in some sense rehabilitated, while its unperformed enharmonic counterpart in act 2, depicting a less significant dramatic event, grew still further in retrospect. Despite Rameau's attempts at explanation, the music-epistemological issues raised by the monster in act 4 of Hippolyte etArice had deepened.
A telling discussion of the two genera in Rameau's next major treatise, the Demonstration du principe de I'harmonie (1750), resolves some of these issues by treating the enharmonic genus as less of a rarity. He mentions using versions of it in act 4, scene 1 of his tragedy Dardanus (presumably a reference to Venus's monologue in the 1739 version), the depiction of a volcanic eruption in the second entree of his opera-ballet Les Indesgalantes (1735), and, of course, "Quelle soudaine horreur." The choices are interesting, because each suggests some form of merveilleux or spectacle. Now, however, Rameau also offers an illustration of the chromatic genus, the monologue "Tristes apprets" from the tragedy Castor et Pollux. No form of merveilleux appears in this scene. The heroine Telaire sings in despair of Castor's death. Nor are there shocking progressions to take into account: Rameau notes that the mode "changes at every instant," but, as Verba has observed, this refers to wellspaced secondary dominant progressions, which cause no interruption in the piece's overall diatonic arc.73 Again, one wonders, what has happened to Hippolyte's monster? Rameau has introduced a hierarchy among his genera, and within it, he treats the chromatic progression as relatively ordinary:
The diatonic has its share of pleasantry; the chromatic varies it and, in the minor mode, possesses some tenderness and even more sadness; the enharmonic leads the ear astray, carrying the passions to excess, frightening, terrifying, and putting everything into disorder, when one composes it in connection with the diatonic and chromatic and sustains it through a movement suitable to expression.74
The rehabilitation of disturbing genera continued four years later, in the Observations sur notre instinct pour la musique (1754). Now contradicting his It is difficult not to read a composer's frustration into statements such as the following: "It ought necessarily be concluded that, whatever advantage is drawn from these intervals, all music can please without their aid, and this reflection ought always be present to the intellect so that grand words signifying nothing are not allowed to impose themselves."77 Perhaps Rameau meant only to warn against using the genera where they were not called for textually, but given his examples, it seems just as likely he was abandoning arguments for their natural occurrence and practical application.
Monstrosity and Reason
A disjuncture thus occurs between the early, confident chromatic progressions in Hippolyte et Aricie and the almost apologetic tone for discussing this category of progression in the later Observations. To acknowledge this simply as Rameau changing his mind overlooks how the chromatic genus became a different kind of musical object according to where he located and justified it in his system of thought: sometimes ordinary and sometimes spectacular, the chromatic genus was one thing when heard from the standpoint of the diatonic genus, quite another when heard from that of the enharmonic genus, and something else again depending on which examples of it Rameau considered as illustrative. This had strong implications for his larger argument concerning music's natural systemic properties. Moving back and forth across the boundaries of rationalization, the chromatic genus never altogether lost its liminal status, and for anyone of the time evaluating Rameau's thought as philosophy, it would have been emblematic of flaws in his thought. In passing from root to trunk and from trunk to branch-from racine to rameau, as it were-the tree of knowledge had grown awry: the generic link between family and species faltered; the references to ancient Greek music theory lost their nerve. We cannot name this break in a convincing manner, but we can measure its phantasmatic tug on Rameau's structuring of knowledge. As a musical marker for the unnatural, the chromatic progressions in Hippolyte are, at least to modern ears, plausible, even thrilling. But there was no consistent location for them as signifiers within the theories that followed. Within Rameau's own Imaginary register, the desire of the theorist to systematize became confused with and dominated by the desire of the composer to be listened to. As a result, the chromatic progression grew into a true eighteenth-century monster, something with no location, no place in the business of knowing. Whereas Rameau wished to convince his readers that music inhabited a scientifically accessible region of nature, a careful reading of his music and his theories suggests that at its limits his thought shaded off quickly into the mysterious and irrational, into areas that resisted learning. His resulting discomfort is present throughout his work. While the nearer reaches of musical understanding veered from the purely rational to the intuitive and empirical, those farthest reaches of the diatonic system likewise shifted from shock to pleasure and then on into matters of little theoretical import. In the same way, actual musical events that were at first rife with potential signification gradually came instead to represent dramatic moments in the traditionally denotative manner. When Rameau asserted the connections between theory and practice here at the limits of his theoretical system, he lost his grasp on both.
More interestingly, Rameau's double bind underscores the limits of Enlightenment thought. Throughout his career, he began each new observation, each new musical piece, with a profound faith in the logic of his work: to comprehend music was to experience it at its fullest; to reveal music's instrumental logic was to make it more widely available to audiences. But as is so often the case in history, it is not entirely a matter of a thinker or composer persuading. It is also a matter of a readership or audience accepting, and no amount of Enlightenment rhetoric could persuade a significant portion of either that music theory, as opposed to music per se, was a part of nature. For many, Rameau's music and his thought were the height of artifice, so that he became the embodiment of unreason, the monstrous presence that would not go away. Thomas, Downing. "Racine Redux? The Operatic Afterlife of Phedre." L'esprit crea-
